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uch has been written about rakes ever since tbey were
first sighted in the urbanized areas of early modern Eur
ope, be it as real-bfe figures embellisbing the courts and
parks of seventeenth-century capitals, or as even more colorful literary
representations on the contemporaneous theaterstage, in poems or the
novels of the "long" eighteenth century. No other cultural type of that
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period has seen more transformations or has been more controversially
discussed, defined and redefined, and—^up to the present day—become
the object of more publications, whether in the form of monographs
or research essays.' While some studies have focused on a cultural
analysis of Carolean and post-Carolean society and the significance of
the Court Wits as models for literary representations,^ too many to be
listed here have examined fictional rake figures in English comedies
between the early Restoration and the later Augustan era, as well as
their moral revaluations over the course of time.' A number of
publications examine the gender issue,"* trace rake figures in neighborgenres like the emerging eighteenth-century novel,' or explore new
types of sexual discourse developing after the golden days of Restora
tion rakes were over.' Doubtless one of the most important achieve
ments of more recent scholarship has been the recognition (and

the English rake's next of kin, the Restoration fop, see
Andrew P. Wilhams, The -Restomtion Bp: Gender boundaries and Comic CharaOerization in Later
ieventeenth-Centuty Drama (Lewiston: Mellen, 1995).
See for nistance David Fairweather Foxon, Ubertine Literature in England, 1660-1745 (New
Michael NetU, "Heroic Headsand HumbleTails: Sex, Politics,
an he Restoration Comic Rake," Eighteenth-Centwy:Theory andlnterpretoHon'iA (1983):115-39;
Susan Staves, Tlcyers Scepters: Fiction of Authority in the Restoration (Lincoln: University of
Nebraska Press 1979); Robert P. Maccubbin, ed., Tis Nature's Fault: Unauthorised Sexuality
During the EnhgfUnment(Cambridge: Cambridge University Press,1987); Richard Braverman,
RloU md Counterplots: Sexual Politics and the Body Politic in Engtish Literature, 1660-1730
^ambndge: Cambridge University Press,1993);John Douglas Canfield, Tricksters <&Estates:
Orithel^ology of Restoration Comedy (Lexington: University of Kentucky Press, 1997); Warren
Cbernaik, Sexual Freedom in Restoration Literature (Cambridge: Cambridge University Press,
1995),James Grantham Turner, Libertinesand Radicalsin Early Modern London: Sexuality, Politics,
andUterary Culture, 1630—1685 (Cambridge: Cambridge University Press, 2002).
For a selective bibbography see the case studies on rakish figures in English plays by Wendy
Arons, Diana Solomon and Barbel Czennia.
* See for instance Pat Gill, Interpreting Ladies: Women, Wit and Moralityin the Restoration Comedy
of Manners (Athens: University of Georgia Press, 1994); Nancy Lyn Tippetts, Sisterhood,
Brotherhood, and EquaBty oftheSexes in the Restoration Comedies ofManners (New York: Peter Lang,
1994); Douglas M. Young, The Feminist Voices in Restoration Comecty: The Virtuous Women in the
Pltty-Worlds ofEtherege, Wydierley, and Conffene (Lanham: University Press of America, 1997).
® As an example for research on Richardson's novels, see forinstance Penelope.Biggs, "Hunt,
Conquest, Trial: Lovelace and the Metaphors of the Rake," Studiesin Eighteenth-Century Culture
11 (1982): 51-64; for other eighteenth-century prose narratives like MollFlanders, Fantry Hill,
Evelitm, Camilla, and a novel by Jane Barker see for instance Patricia Meyer Spacks, "Every
Woman Is at Heart a Rake," Eighteenth-Century Stupes8 (1974): 27-46.
' See for example Chapter 5 of Harold Weber, The Restoration Rake-Hero: Transformations in
Sexual Understanding in Seventeenth-Century England (Madison: University of Wisconsin Press,
1986).
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thorough demonstration, for instance by Robert Jordan,^ Robert D.
Hume,® and Harold Weber®) that "The 'Rake' is not a single, definable
type" (Weber 154).
While the limited space of a special feature may not lend itself to
a systematic exploration of ever finer distinctions between "polite rake"
and "debauchee" or "vicious rake," between "extravagant rake" knd
"judicious rake" or "philosophical libertine," it can, in its own modest
way, contribute unexpected answers to most of the big areas of rake
research outlined above, by offering a number of fresh case-studies
which approach the rake theme in ways which have so far been
neglected. Robert D. Hume's reminder that it is not only useful but
necessary to consider the culture- and time-specific contexts of rake
figures at any given moment, provided an important guideline for our
research. According to Harold Weber in his introduction to The
Restoration Rake-Hero, the enigmatic power of the rake figure cannot be
"reduced to a sexual machine: his love of disguise, need for freedom,
and fondness for play aU establish the complexity of the rake personal
ity" (3); a multifaceted figure which incorporates and illustrates the
conflicting interests between the pleasure-seeking impulse of the
individual on the one hand, and society's efforts to restrain the natural,
vital energies of men and women in the interest of social "stability,"
"order," and "security" on the other. The "pleasures" of individuals
and the "values" of societies, however, are in constant flux. While
contributors to the feature were encouraged to define explicitly what
it is they understand and discuss as male or female rakes, any pre
determined normative concept of "rakishness" was avoided, exactly
because of the recognition that the phenomenon has always been a
fluctuating, unstable one, that it could vary significantly from one
period country/genre to another. What was perceived as "natural" or
"normal" behavior in a man, could be more than enough to stereotype

' Robert Jordan, "The Extravagant Rake in Restoration Comedy," in Harold Love, ed.,
Rtsloraiion Hterature: CriticalApproaches (London: Methuen, 1972), 69-90.
' Robert D. Hume, "The Myth of the Rake in "Restoration' Comedy," Studies in the Uierary
Imaffnation 10 (1977): 25-55, re-edited as Chapter 5 in Robert D. Hume, The Rakish Stage:
Stupes in English Drama, 1660-1800 (Carbondale: Southern Illinois University Press, cl983),
138-75; see also RobertD Hume, The Development of Eng&shDrama in the Late Seventeenth Century
(Oxford: Clarendon Press, 1976).
' Harold Weber, "The Rake-Heroin Wycherley and Congreve," PhiloloffcalQuarterly61 (1982):
143-60, and Weber, The Restoration Rake-Hero.
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a woman as a whore or a coquette, and what was regarded as harmless
and morally inoffensive behavior in Restoration England, could excite
or disturb the feelings of a German audience one hundred years later.
With this in mind, the contributors to this special feature examined the
subject from a variety of angles: How do male rakes differ from female
rakes, English rakes from French rakes? Did they exist in Germany at
ah? How far could a woman in England, France, or Germany deviate
from time- and gender-specific role expectations before she would be
perceived as a female rake? How radically do the criteria change for
men and women between 1660 and 1780, between England and France
or France and Germany? Are male or female rakes identical with
libertines? How do they differ from one literary genre to another?
Apart from a cross-generic orientation, this special feature taken as a
whole aims at a cross-disciplinary, comparatist perspective and gives
particular attention to interactions among English, French and German
literature within eighteenth-century Europe, a cultural space which is
characteri2ed—^in spite of political rivalries, wars and the rising rhetoric
of nation-building—^by a lively interest of geographical neighbors in
each other, also reflected in the give and take of literary exchange and
mutual enrichment
John O'Neill's examination of Rochester's satire and the selfrepresentation of the Restoration rake turned out to be the ideal
opening for the essay collection in many ways. Not only in the interest
of chronology, as he analyses the oldest literary texts within the feature,
but also because the Eari of Rochester has often been regarded as the
epitome of Restoration rakishness: a historical figure who became the
model for many later artistic representations of rakes and at the same
time one whose artful self-fashioning bears witness to the fascination
of a self-conscious blending of fact and fiction. One of the most
surprising outcomes of O'Neill's close reading of narrative poetry from
the early Restoration period is that a good deal of what today is
perceived as Rochester's rakishness, may only exist in the eyes of
modem beholders. Studying the verse satires written by Rochester and
other Restoration Court wits is a rewarding, but also a challenging task
for modern readers, many of whom are no longer familiar with the
private mode of circulation of these texts: production and reception of
the poems within this closed social circle followed particular rules, and,
as a result, was particularly context-dependent for a proper understand-
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ing of the irony and the target of its satire. As O'Neill convincingly
suggests, the figure speaking in the first person in many of Rochester's
poems may have been all too quickly interpreted as a self-portrait by
modern critics, who thus actively contributed to the identification of
the poet Rochester with his fictional persona, and to the posthumous
remembrance of Rochester as the ultimate, mythical rake. Central for
O'Neill's argument his terminological distinction between a "rake,"
defined as a character who acts on impulse and whose sexual behavior
is merely instinct driven, and a "libertine," characterixed by similar
behavior, but guided by certain philosophical ideas, e.g. vis-a-vis
"marriage." In a first step, O'Neill reconstructs the literary context of
contemporaneous court poetry in which Rochester's text should be
understood. The protagonists of these poems are always male
members of the aristocracy (gentry or nobility) whose "night rambles"
tend to center on drug abuse, frantic sexual activities with prostitutes,
and violence. In contrast to the controlled and controlling powerplayers of Restoration comedies, the protagonists of these poems are
primarily presented as anti-heroes, as fools who are unable to control
themselves or others and who, despite the passionate intensity of their
lifestyle, are rarely successful in the pursuit of their goals. While the
composite picture of the rake in conventional court poetryis shown to
be ultimately comical, Rochester's portrayal of the same types turns out
to be far more negative and satirical: In a comparative analysis of a
number of well-known poems, O'Neill demonstrates how the libertine
poet Rochester uses conventional poetic rake figures for a skeptical re
examination of the mode of life and values of the rake—only to come
to a far more devastating judgment. Ironically, Rochester's own deep
scepticism carried him so far as to impHcidy reaffirm exacdy those
traditional moral values which many modern critics no longer associate
with him—owing to a (mis-) reading of his literary texts which neglects
the very special historical circumstances of their distribution and
reception. For O'Neill, the explanation for the striking difference
between rakes in Restoration narrative poems and Restoration comedy
can be found in the entirely different generic demands of the comic
dramatic form. The comedy of manners by its very nature "thrives on
intricate and surprising plots" and offers not so much "an image of the
beau monde but an entertainment to its taste." First of all, it requires
successful plotters in order to manipulate others, and secondly it
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requires witty young men and women to exchange mock insults and
double-entetidre, who are characterized by a far higher degree of emo
tional and verbal control than any of the railing and cursing poetic
"night ramblers" would be able to exert.
It is exacdy this "power of the [spoken] word," of elegant
conversation, which characterizes the French version of the novelistic
successor to the English Restoration rake and which constitutes their
strongest link across generic boundaries: hence Megan Conway in her
portrait of Crebillon fils (1707—77) as one of the most influential
shapers of the eighteenth-century image of the rake in France, fifty
years before the invention of the immortal Vicomte de Valmont for hes
Liaisons dangereuses (1782). While a fine distinction between "rakes" and
"libertines" seems to be of lesser importance with regard to French
prose narratives, Conway distinguishes between two types of libertines,
the free-thinking "philosophical libertine" a la Gassendi on the one
hand, and the "social libertine" as a product of the hedonistic tenden
cies of the Regency period, on the other. In a striking parallel with the
fate of Rochester, Crebillon's literary interest in the "social libertine"
has encouraged the fallacy of (contemporaneous as well as modern)
readers to identify the author himself with the libertine values of his
fictional characters. Conway, on the other hand, argues that he does
exactly the opposite by offering a very detailed but also very critical
picture of the rake as "fastidious and calculating by nature," "vain,
haughty, reckless," "affected," "insolent," and "malicious." Focusing
on Crebillon's 1730s novel, Les Egaremnfs du coer et de I'esprit, Conway
also demonstrates how the subtleties of multilayered narrative
mediation in a prose text can be employed to augment the complexity
of rake portrayal, and that, while they differ in terms of technique, they
are in no way inferior to those of Restoration comedy. The young
French "rake's progress," rendered from the retrospective point of
view of Meilcour's matured and hardened self, is shown to be in great
measure influenced by an older illustrious rake-figure, Comte de
Versac. The teachings of the latter, presented as part of a "dialogue"
in direct speech, constitute a highlight of the novel. Emphasizing the
importance of extravagance, self-promotion, and conceit (as opposed
to old-fashioned virtues like modesty and sincerity), the lessons of the
experienced man of fashion thus form the basis for a radical critique of
the decadence and moral bankruptcy of pre-revolutionary France at
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the same time that they codify the general understanding of the French
variety of rakishness between the 1730s and 1780s. Crebillon's social
satire includes a deconstruction of "wit" as a highly refined art of
malicious small-talk which is presented as the ultimate tool of manipu
lation and deceit in a society where "words are everything," and in a
novel where plot and action are replaced by conversation or, as
Conway aptly puts it, "verbal intercourse." In addition to her analysis
of the text of the novel in the narrow sense of the word, Conway
discusses the equally important paratexts. Comprising a seemingly
autobiographical "dedication" of the real author to his father, and a
"preface" which abounds with genre-reflections, both of them deepen
the interpretative complexities of an already multi-perspective pseudoautobiographical "memoire."
The significance of the interaction between paratexts and literary
text proper for the overall interpretation of a novel links Megan
Conway's essay to two studies on English drama both of which explore
the theme of female rakishness: Diana Solomon's examination of
dramatic prologues and epilogues to Restoration comedies spoken by
the famous actress Anne Bracegirdle, and Wendy Arons's analysis of
the interactions between a later eighteenth-century comedy, Hannah
Cowley's The Belle's Stratagem, and the play's epilogue. "Men, Some to
Bus'ness, some to Pleasure take, / But, ev'ry Woman is at heart a
Rake," Alexander Pope claimed in his "Epistle II. To a Lady"
(1743)'°—which promptly earned his poem the honorable status of an
epigraph on the title page of The Female Rake: Or, Modern Fine iMefy, a
so-called "ballad comedy" with music, acted at the New Theater in the
Hay-Market in 1736." Joseph Dorman's play, as well as Harold
Weber's analysis of characters like "Angellica" in Thomas KiUigrew's
Thomaso;or, The IPJ/»^rfr(1654), "Sir Anthony" in Thomas Southerne's
Sir Anthony Lope; or, The RamblingLa:^ (1690) and "Mrs. Wittwoud" in

Alexander Pope, "Episde II. To a Lady" [written 1732-34, published 1735], in John Butt,
ed.. The Poems of Alexander Pope: A One Volume Edition of the Twickenham Text with Selected
Annotations (London: Routledge, 1996, first published 1963), 559-69,11. 215-16.
" Joseph Dornaan [d. 1754], The Female Pake, or. Modern Fine Lady. A Ballad Comecfy (London:
Printed for J. Dormer, 1736). The reference to its first performance follows AUardyce Nicoll,
A History of the English Drama, 1660-1900, 6 vols. (Cambridge University Press, 1952-59,
revised edition), vol. 2,372. For a detailed analysis of Dorman's play and related writings, see
Bubel Czennia, Joseph Dorman and the Female Rakes," forthcoming; a new edition under
the editorship of Barbel Czennia is in preparation.
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Southerne'sThe WivesExmse;or, CuckoldsMakeThemelves{l69\)^^\ezve.
no doubt about the existence of female rakes on the English stage,
even if they were much rarer than their male counterparts and often
display different patterns of behavior. While Weber's analysis
concentrated on the development of female rakes within their
respective fictional play-worlds, Solomon and Arons pay particular
attention to the performance aspect of the theatrical presentation; with
different accentuations, both of them examine changes in the percep
tion of female fictional characters as either "rakish" or "chaste,"
resulting from an intentional blurring of the borderline between
fictional character and professional impersonator, from interactions
between the theatrical role and the public persona of the actress or the
female playwright behind it.
Diana Solomon's point of departure is her general interest in the
relation between performative practices and public images of Restora
tion actresses. Focusing on Anne Bracegirdle (circa 1672/73-1748),
Solomon argues that the famous actress created a self-referential
comedy that enabled her to form a bond with the audience and
permitted her to deliver "indelicate" or rakish statements which would
otherwise have been incompatible with a woman's moral claim to
virtuousness. Once the emotional bond between female actress and
theater audience had been formed, however, Bracegirdle gained license
to joke about or satirize cultural, political, and even sexual subjects.
The comedy originates in the discrepancy between her carefully
constructed public image of a "chaste maiden" and the provocative,
sexually self-referential verses she delivers in dramatic prologues or
epilogues—^which in turn often subtly undermine the mord code
governing the action of the plays they frame. That this should be
possible, despite the widespread perception of actresses as "public
women" and their subsequent association with sexual license and
immorality, may appear paradoxical. How could the delivery of
naughty talk heighten a women's reputation for private chastity?
Solomon demonstrates that Bracegirdle's histrionic talent and personal
charisma, together with her consistent selection of theatrical roles
representing innocent female wits (in Restoration comedies) or virgins

" Harold Weber, 'The Female libertine on the Restoration Stage," Chapter 4 of The Restoration Rake-Hero, 130-78.
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Figure 1: Frontispiece and title page of a play attributed to Joseph
Dorman. Courtesy of Niedersachsische Staatsund Universitatsbibliothek, Gottingen, Germany.

184

1650-1850

in distress (in Restoration tragedies) not only earned her extraordinary
popularity with London's theater audiences, but also reinforced a
tendency among her spectators to (con-) fuse fictional role(s) and
private life of the actress, but only in a favorable way. While "rakish"
verses delivered in breeches seemingly belie the wide-spread belief in
Bracegirdle's personal modesty, they also provide erotic titiHation for
the male audience and generate an atmosphere which enables the
actress to extend the usual limits of female decorum within the realm
of semi-fiction. In the prologue to Congreve's Lave for Lave, for
example, the daring public display of Bracegirdle's legs separated by
pants, the exposure of the wearer's ankles and calves together with
verbal sexual innuendos and provocative gestures are tolerated by the
audience, because they perceive the speaker neither as Congreve's
Angelica," nor as Anne Bracegirdle, butas "a third character,a skewed
version of Bracegirdle's persona, an adjunct to her customary display
of virtue." The comic effect builds on the discrepancy between the
audience s
knowledge of Bracegirdle's virginity and her claims
to sexual liaisons as part of her paratextual role. The comical effect of
double entendres (e.g. on "death" in the literal and the metaphorical erotic
sense) is intensified by additional inscriptions (on the part of playwnghts or anonymous authors of pro- and epilogues) of ambivalent
statements which can, with different meanings, refer to her theatrical
role within the play proper or to the actress behind it. That her
behavior is perceived as comical rather than indecent or immodest and
therefore intolerable, can be explained by her literally "elevated"
position: in contrast to a true female rake or coquette, the actress on
the theater stage remains physically unattainable and allows the
theatrical performance itself to draw the limits of the flirtation; its
ultimate goal is not the physical seduction of men but, as Solomon
points out, primarily to generate comedy. Vacillating between fictional
illusion, meta-theatrical comment and extra-theatrical biographical
allusion, the intermediate nature of dramatic paratexts therefore has a
liberating effect for popular actresses like Anne Bracegirdle. Pro- and
epilogues create an in-between space, an experimental zone, where
traditional social norms and gender role expectations are—temporarily
at least—suspended, and where Bracegirdle can even exploit the
stereotype of the actress as a whore. The paratexts allow actresses to
become playful negotiators of female agency and at the same time
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important mediators between author and audience. Last but not least,
pro- and epilogues "tailored" for specific actresses enable professionals
like Bracegirdle to manipulate their audiences in ways that anticipate
what Solomon has elsewhere called the modern "star system."
Focusing on Hannah Cowley (1743-1809) and her greatest
theatrical success. The Belle's Stratagem (yiW), Wendy Arons observes
a similarly permissive attitude toward performance, in this case
initiated by the playwright rather than the actress, which at first sight
could be interpreted as a proto-feminist critique of eighteenth-century
gender roles. But Arons's final verdict after a step-by-step analysis of
the development of the main female protagonist, "Letitia," is less
optimistic than that of some other recent feminist studies. What looks
like female rakishness on the surface—deception and emotional
manipulation of a male character in order to stir up his sexual
desire—is used for the rather un-rakish purpose of securing a faithful
husband and to safeguard long-term fulfillment of a woman's own
desires in a stable marriage. In this way, Arons argues, the play
perpetuates a more traditional concept of fenaiiiinity, with a heroine
"voluntarily" succumbing to masculine fantasies and pro-actively
limiting herself to the domestic sphere. Arons's explanation for the
inherent ideological contradictions of a later eighteenth-century play in
which "performance" and "masquerade" on the one hand seem to
enable a female protagonist to challenge traditional concepts of
femininity, while on the other hand relocating her within the familiar
framework of patriarchal values and gender role expectations, points
towards the biography of the playwright Cowley herself: Separating
female theatrical performance and female mobility from their tradi
tional associations with licentiousness and libertinism (by turning them
into instruments of "virtuous" female manipulation and thus of the
preservation of traditional gender roles), Cowley not only protects her
protagonist's reputation in the fictional realm, but also her own as a
woman who was engaged in public performance and mobility through
her writing. Moreover, Cowley's selection of Elizabeth Younge, an
actress with an "irreproachable" private reputation for the role of the
virtuous Letitia (as well as for a number of other leading female roles
of her plays), reinforced Cowley's defense of the morality of perfor
mance and publicity in female fictional characters, actresses and
playwrights. In a conservative inversion of Bracegirdle's daring
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paratextual double-talk, however, the epilogue (spoken by "Letitia")
turns Elbabeth Younge into Cowley's public mouthpiece for the
propagation of female masquerade as a means to sublimate unaccept
able feelings like female desire rather than to vent them. The simulta
neous dissociation of female mobility from licentiousness and rakishness on the level of the subplot likewise comes at the price of contin
ued compliance with patriarchal expectations of female virtue.
Compared to the provocative behavior of female libertines in Restora
tion comedies or to the spectator-teasing of Restoration actresses like
Anne Bracegirdle's in pro- and epilogues at the beginning of the
century, Cowley's rather mixed messages toward the end of the century
therefore seem to suggest a moral backlash. It indicates a return to
more restrictive gender norms which Arons in her concluding historical
contextualization interprets as an anticipation of the even more
repressive cultural constructions of femininity (including that of
(^siring women as "diseased") which would dominate the European
theater stage of the nineteenth-century.
The increased moral rigor of the later eighteenth century, however,
not only affect and reduce the transgressive potential of "rakish,"
that IS sexually daring mmn. In my own concluding contribution to
our special feature,an exambation of the translation history of William
Congreve s The Wc^ of the World in later eighteenth-century Germany,
I observe an equally radical suppression or sublimation of male sexual
desire and Hbertinism. The cultural specificity of the English rakefigure and the theatrical conventions related to it constituted one of
two important barriers against an unrestricted access of the licentious
plotters to German theaters. The second obstacle consisted in the
cultural lag" of the development of German national theater itself
which was caused by the political and cultural decentralization of the
German-speaking world, especially in the aftermath of the Thirty Years'
War. As a result, Congreve's reception in Germany was delayed for
more than fifty years, until a time when literary critics and theater
practitioners switched from France to England in their search for
suitable dramatic models from abroad. Congreve's successful adapta
tion for the German stage in the 1780s coincided with the rise of the
German middle class. As the main supporters of the new German
theater, its members redefined it as an institution for the moral
education of the upward-oriented German bourgeoisie. Influenced by
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the (transnational) eighteenth-century literature of sentiment, and,
somewhat later, sensibility, the moral values of this social group
differed significandy from those of England's ruling elite of the
Restoration period. Striving for moral and economic emancipation
from aristocratic dominance, members of the middle class (in Germany
as well as in other European countries) no longer perceived upper-class
frivolity and sexual immorality as entertaining or amusing towards the
end of the eighteenth century. Licentious behavior was openly
criticixed and subsequently answered by the propagation of bourgeois
values like constancy, sincerity, self-discipline, thrift, and, especially in
German-speaking countries, increasingly with an idealization of private
family life and a cult of feeling(^'Empfindsamhif). While the "immoral
ity" of many earlier English Restoration comedies was perceived as
incorrigible, Congreve's later plays (especially The
of the World) were
rightly identified as ideologically and genetically ambiguous expressions
of a "transitional" period. A systematic removal of these ambiguities
promised a successful adaptation to the new aesthetic. Nationalization
and moral purification worked hand in hand, transforming notorious
libertines into reformable husbands and already reformed rakes into
responsible friends and tender-hearted lovers; even modest traces of
female rakishness were swept away by tearful reconciliation scenes, and
licentious or sexually provocative remarks of women by an overflow of
earnest sentiment, confirming the superiority of middle-class values.
Taken together with significant modifications of the play's paratextual
environment (including pro-/epilogue, embedded songs and dances),
the plot-structure, and the language of the play, the changes of the
character conception must be understood as part of a comprehensive
and self-conscious alteration of the base-structure of the comedy.
Motivated by the translator's adherence to a new theatrical aesthetic
which aimed at an empathetic identification of the audience with
exemplary, "virtuous" protagonists, it resulted in a radical "taming" of
English rakes before their admission to the German stage.
The potential of literary rake figures to shock or to puzzle, to
provoke and to transform will continue to fascinate audiences and
literary critics alike. An undogmatic, composite approach, combining
elements of dose reading, historical discourse analysis, narratology,
performance studies, feminist theory, and histotical-desctiptive
translation studies with an international, cross-disdpUnary, comparatist
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perspective may not be the least promising path toward further
inquiries into the metamorphoses of the most chamaeleon-like cultural
type of the long eighteenth century: the male or female rake.

